In the fi rst part of the article the style of miniatures in the three manuscripts is reconsidered, and this provides the basis to prove the Roman origin of the Milan Gregory and Vatican Job. The miniatures of the Sacra Parallela appear to be the work of a Palestinian artist who has most probably executed its vast cycle of illustrations in one of the
fi rst is to analyse the stylistic features of the miniatures in each manuscript and on this basis make a new suggestion as to their origin; the second is to pinpoint those features which enable us to attribute them to a coherent stylistic group and to characterize the tendency in 9th-century art represented by them. I believe that all three manuscripts were written and illuminated in the fi rst half or around the middle of the ninth century. The Milan codex is one of the two earliest surviving illustrated copies of the Homilies of Gregory of Nazianzus together with the famous Paris manuscript (Bibliothèque Nationale de France, gr. 510), 4 which both contain the full edition of Gregory's texts. 5 The large-scale format manuscript (435 × 305 mm) consists of two volumes (814 pages in total). It includes 171 miniatures; 78 were cut out, partly or entirely, before the manuscript was obtained in the early 17th century by the Biblioteca Ambrosiana. 6 Most of the miniatures occupy the broad margins of the text. Almost all of them are set against the parchment, as the mode of illustration chosen by the miniaturist does not imply any locus in quo. 7 Only the frontispiece and last miniature appear to be full-page images. The greater part of the miniatures in the Milan manuscript are medallions and single fi gures (Figure 1 ). Many images represent the prophets, apostles and church fathers whose writings Gregory cites in his Homilies. The images exist in the margins of the Milan codex quite independently as do the citations drawn from various sources in Gregory's text. 8 The compositional scheme most frequently found in the manuscript represents Gregory of Nazianzus pronouncing an oration before his audience (Figure 2 ). Minor variations concern the place (the interior of a church with slight differences in its appearance or simply a vague background of parchment) and the group of attendants. The human fi gures may be of elongated or shortened proportions, and both may appear in the same scene. All the fi gures in this codex seem stark and motionless even when they are supposed to be moving. Movement has seemingly no time frame, it is depicted as being everlastingly performed. Poses get conventional treatment, especially if the fi gures are depicted frontally sitting or lying. The same way of rende ring movement was used by masters who embellished Roman churches with mosaics in the early ninth century. They sometimes include the people to whom a homily is dedicated. Their fi gures usually stand out due to their size and prominence in a miniature. Thus, on the miniature illustrating the 4 th homily (721) Gregory of Nazianzus is depicted speaking to a group of monks (on his right) and to the emperor Julian the Apostate (on his left). 10 This static movement, the tendency to catch and to reproduce its essence and thus, the depiction of fi gures transfi xed in motion is inherent in all the Roman mosaics of the fi rst half of the ninth century in the basilicas SS. A particular feature of the miniatures in the Milan codex noted by all researchers is the lavish use of gold, not only for vestments and haloes but also for buildings and some elements of the landscape. The few other colours are applied rarely, primarily in two full-page miniatures and narrative compositions. The contours are drawn in black and orange-red. The order of work of the artist can be easi ly reconstructed: fi rst, the outlining of the fi gure, facial features, hair, and perhaps, the main folds of clothing; then the fi lling in of the robes with gold or, in rare cases, other colours; the painting of the faces with a thin layer of light grey-pink and, after that, the sketchy accentuation of the features supplemented by patches of orange on the lower parts of the cheek-bones and, sometimes, also orange strokes at the line of the growth of the hair and the bottom of the neck; fi nally, the tracing of the folds and contours of the fi gures with thick rigid lines in black or orange. The folds are not numerous and their pattern does not remind us of the corporeal forms, movements or chiaroscuro modelling. Sometimes there are only a few parallel lines, 11 at times the folds form almost ornamental fl uttering structures (pag. 156 - Figure 2) . A similar mode of treatment is to be found in the Roman mosaics of Paschal I, but there the ornamental character and repetition of similar motifs is more emphasized (Figure 3 ). The faces are oval and broad with narrow foreheads (Figure 4) . A. Grabar has noticed that many clerics are shown tonsured 12 which is undoubtedly a Western feature. The handling of the faces strongly resembles that in the mosaics of S. Prassede ( Figure 5 ). The image of Christ in the vault of the S. Zeno chapel ( Figure 6 ) reveals a strong similarity with the images of Gregory's attendants and some others. The faces have a remote expression; it is as if the gold of their robes is the gleam of the other world, and their presence in that world is emphasised also by the lack of vivid expression on their faces.
The main means of artistic expression in the miniatures of the codex are the gold and line. The human fi gures, animals (stylised as in the Vatican Job and Sacra Parallela, but less skilfully executed), and architectural settings are given a fl at treatment. The disembodied fi gures robed in gold fl oat against the background of the parchment.
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The same stiff, stark fi gures devoid of volume and weight as if they are dwelling in the immobility of the other world, appear in the Roman mosaics of Leo III and Paschal I. The faces of all the personages also look remote. The martyrs gliding to the gates of Paradise on the triumphal arch of S. Prassede, represented by superimposed rows of fl at images, are very similar to the attendants of Gregory of Nazianzus depicted in the same way.
14 The rendering of the folds in the mosaics reminds us of that in the miniatures of the Milan codex; the rows of tesserae accentuating the shaded sides of folds correspond only very approximately to their real position. The similarity of the impressions produced by the miniatures in the Milan manuscript and the S. Prassede mosaics is strengthened by the abundant use of gold in the mosaics and miniatures. Thus, the Roman mosaics of the early ninth century bear in whole and in details the closest stylistic resemblance to the miniatures of the Milan Homilies of Gregory of Nazianzus.
The fi rst and last miniatures (Figure 7 ), 15 as observed by scholars, stand out stylistically against all the others. In the last miniature of the Milan codex only the architectural framework, the arch under which Gregory and two men stay, 12 Grabar, Les manuscrits grecs, 21. In the same manner, hovering on a gold background, three female saints are shown on a wall of the S. Zeno chapel. 14 It was again A. Grabar who noticed this similarity (Grabar, op. cit., 21). 15 The last miniature (814) has not yet received a satisfying iconographic interpretation. The authors of the catalogue of Greek illuminated manuscripts of the Biblioteca Ambrosiana claim that the lunette of the arch is occupied by the image of Christ and that Gregory of Nazianzus is represented lower left. Unfortunately, nothing is said about the men standing in front of Gregory (Gengaro, Leoni, Villa, Inventario dei codici greci, 79). A. Grabar attributed the portrait in the lunette to Basil the Great, with the scribe, the miniaturist and the man who commissioned the manuscript is gold. The fi gures are painted in colours and look more three-dimensional but are still disembodied. Their clothes are modelled more thoroughly than in the other miniatures of the manuscript, there are more folds and their lines correspond more to the body structure. Their rendering resembles that in the frescoes of the lower church of S. Clemente, the Descent into Limbo (last third of the ninth century?) 16 and the Ascension (847-855). 17 The faces are handled in a less conventional manner. The image of Gregory on the last page differs in expression; he looks more vivid and mobile and emotionally more neutral. For the closest parallel in style some frescoes of S. Vincenzo in Volturno (830-s) 18 can be cited. The style of the last miniature conforms to the suggested Roman origin of the manuscript.
The Sacra Parallela is the only illustrated fl orilegium (collection of quotations from the Bible and patristic texts) that has come down to us.
19 It is also a large-format codex (356 × 265 mm); all of its 1658 miniatures occupy the quite narrow margins 20 of the text. Among the illustrations there are scenes and a multitude (more than a thousand) of half and full-length fi gures and medallions.
The images of the Sacra Parallela are bigger in scale than those of the Milan codex. Compositions with two or more fi gures occur much more often. Sometimes there are up to four scenes in the outer margin so that it appears totally occupied ( Figure 8 ). The Sacra Parallela is perceived as an extremely luxurious work of art not only because of the abundant use of gold for its miniatures but also because of the visibly higher degree of their execution. The scene is often set against the skilfully elaborated architectural settings; 21 here too, the parchment serves as a background.
The proportions of fi gures are usually shortened; their heads are excessively big. The fi gures look quite mobile, but sometimes the miniaturist does not achieve the effect he strove for, and without referring to the corresponding fragment of text one could not recognise the exact character of the movement represented.
The faces of the personages are individualised, and this feature also distinguishes the Sacra Parallela from the Milan codex (Figure 9) . 22 The miniaturist makes use of the same facial type, changing it slightly from one image to another. . Neither the fi rst nor the second interpretation seems convincing. The fi gure in the lunette is represented with an omophorion like those worn by saint-bishops in this manuscript. His facial type is not characteristic of Christ. If the creators of the manuscript and the commissioner had been depicted in the miniature they would have been shown holding the manuscript. The miniature is considerably erased but there are no traces of this detail. I believe that it is the father of Gregory of Nazianzus, Gregory the Elder, represented in the lunette. In the lower part of the miniature Gregory of Nazianzus is blessing the fl ock, the care of which he has taken over from his father. 16 20 The margins generally do not exceed 65-70 mm. It is known that they were trimmed in the fi fteenth century when the manuscript was bound (Weitzmann, op. cit., 1, 7) . 21 Unlike the miniaturist of the Milan Homilies the artist of the Sacra Parallela did not make use of simple, sketchy compositional schemes. If he did reproduce earlier models, he would seem not to have transformed or simplifi ed them, but merely to have reduced the compositions because of the lack of space in the narrow margins. 22 For example, looking at the four medallions containing the portraits of Enos, Enoch, Noah and Abraham on page 422 of the Milan codex (fi g. 10) one may conclude that the same face is depicted four times. To compare -on the fol. 96r of the Sacra Parallela Jeremiah, Solomon, Isaiah and Jesus, son of Sirah are depicted on four medallions: for every portrait the artist has invented (or borrowed from his predecessor?) the colour of the hair, the hairstyle, the form and length of the beard. Their physiognomic features differ slightly as well.
This Eastern type of face with a narrow forehead, big eyes and a glance directed strongly to one side may be observed in the images on the wings of the two triptychs in the monastery of St. Catherine on Mount Sinai: the fi rst, depicting the saints Chariton and Theodosios was dated by Weitzmann to the 8th-9th centuries (Figure 11) , 23 the second, with the warrior saints Theodore and George was given the advanced date of the 9th-10th centuries ( Figure 12) ; 24 we fi nd this facial type in the image of the Ascension from the same monastery which, perhaps, once formed the central part of the second triptych ( Figure 13) . 25 Time and again scholars have pointed to the similarity of the images of the Sacra Parallela, especially those in medallions, to the Paschalian mosaics, and above all, to the imagines clipeatae above the entrance arch to the S. Zeno chapel (Figure 14) , and the portraits in the medallions used to demarcate the compositions in the temple of Fortuna Virilis (872-882) 26 ( Figure 16 ). The motif of the double folds in the miniatures of the Sacra Parallela and in some images of the Vatican Job, which Weitzmann pointed out in 1935, 27 was not for some reason used by him to support his hypothesis about the Eastern origin of the Paris manuscript. This motif as it is treated in the miniatures of the Sacra Parallela, in the form of two dark lines drawn close to each other, often completed by small hooks, and used 25 Ibid., 69-71, pls. XCVI and XXVIII. The difference in height between the Ascension panel and those with the warrior saints is considerable enough (3,2 cm). Moreover, saints Theodore and George are represented riding in the same direction, which is quite unexpected for the wings of the same triptych. However that may be, the Ascension and the two wings were painted by the same artist. It seems that the interval between the dates of the wing with saints Chariton and Theodosios and the three previously mentioned panels should not be considerable, as all these works are characterized by the use of the same facial types and a similar manner of painting and colouring. They are undoubtedly products of the same period, probably, of the time when the miniatures of the Sacra Parallela were created. The images of the warrior saints and those on the Ascension panel differ from the images of the Paris codex in their sharpness and more pronounced interest in stylisation and decorative treatment of the pictorial surface. 26 The resemblance is strengthened by the use of pearls to decorate the halo's edges both in the miniatures and in the frescoes. to differentiate the pictorial surface, appears in the works of Eastern art and may even go back to its very origins. 28 The lines of the folds correspond more to the anatomy of the human body and refl ect real chiaroscuro modelling better than in the Milan codex. But because of the predominant use of gold, the illustrations of this manuscript remain two-dimensional. Apart from the double folds the miniaturist of the Sacra Parallela often used double lines for the architectural settings ( Figure 15 ). We come across some more "coincidental" elements in the architectural settings in the miniatures of the Sacra Parallela and the frescoes of Fortuna Virilis. Two of them -the double door wings with concentric discs in the fresco representing the arrival of the apostles at the house of the Mother of God and in the miniature with the bathing of Bathsheba (fol. 282v), and the images of the St. Basil and John of Damascus (fol. 208r) standing under similarly decorated arches -were pointed out by A. Grabar. 29 One can also fi nd the similarities in the décor of the roof of the tower-like building (on the fresco it is defi nitely a temple): the elements resembling petals, and horizontal bands of jewels 30 (Figures 15 and 16 ). Thus, we have seen a series of iconographical and stylistic coincidences in the miniatures of the Sacra Parallela and in contemporary and slightly later Roman painting. The resemblance of the facial types and expressions in the miniatures and Paschalian mosaics is unmistakable. 31 But The function of these petals may be different. In the miniature (fol. 252v -fi g. 15) they decorate a shell-shaped niche (still one cannot be sure because of the very conventional rendering), in the fresco they are, perhaps, supposed to represent tiles, as they are in the previously mentioned miniature with the Bathing of Bathsheba. M. Trimarchi has observed that the building on the fresco of Fortuna Virilis apparently went back to images of the fountain of life in illuminated manuscripts (Trimarchi, op. cit., 658). The scholar maintained that the whole fresco cycle of the temple was based on iconographical schemes drawn from a Greek illuminated manuscript (Trimarchi, op. cit., 675, 677). 31 In the murals of Fortuna Virilis another physiognomic type appears, with a bigger and heavier chin and some stylisation in the treatment of the features. It refl ects, I think, the next stage in the evolution of medieval Roman painting represented also by the frescoes of the Descent into Limbo and the Last Judgment in the lower church of S. Clemente. seems that he was wrong to fi nd it also in the Paschalian mosaics where there are often more than two lines which are not always parallel, and in the marginal psalters with their totally different treatment of the images tending to three-the more accentuated glances, directed usually to one side, give the faces more passion and vivacity and distinguish the miniatures of the Paris codex from the Roman mosaics and frescoes, bringing them closer to the panels from Sinai. This difference in the nuances of expression is one of the reasons why I regard the miniatures of the Sacra Parallela a work of the Palestinian artist, and see in the Roman painting of the period only mediated Eastern infl uence (the use of the Eastern models or, perhaps, tuition by Eastern masters). The mode of rendering double folds in the miniatures of the Sacra Parallela is found only in works of art originating in the Christian East. However, the use of motifs widespread in the ninth-century Roman painting even if they did come from Eastern sources and at least two more details 32 make one think that the miniaturist of the Sacra Parallela worked on its vast cycle of illustrations in Rome, in one of the Greek scriptoria. 33 Realising that the arguments in favour of the Roman origin of the Sacra Parallela are not suffi cient to reject the other proposed suggestions, it remains to be noted that at that time the best conditions for such a great enterprise existed in Rome.
The Vatican Book of Job consists of two volumes (375 × 273 mm) and is embellished with 55 miniatures usually placed on the low part of the page. 34 The miniatures are large-scale, and this distinguishes them from the images of the other two manuscripts. Their contours have no regular form; sometimes the miniatures are framed with two or three lines, at times they are left without any frame. There are three discernible groups of miniatures (i. e. there were three artists who had carried out the work): 1) up to fol. 30r, 2) from 38r to 118v, and 3) the images in the remaining part of the codex.
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The fi rst miniaturist illustrated the most dramatic part of the story of Job. The fi gures in the miniatures executed by him are represented on the architectural background or in the landscape (Figure 17) . The people depicted are stocky, 32 Both cases concern "strange" headgear. The fi rst case is the image of Methodius on fols. 131v and 325r (see n. 3). The other is the image of John of Damascus on fol. 146r where he is represented in the luxurious vestments of a courtier (he was a logothete of the Caliph) and in the hood of a monk, resembling those depicted time and again in the miniatures of the Milan Homilies. It seems that the artist did not know what kind of headdress was worn by courtiers in the Caliphate, but he was aware that John of Damascus after his secular career withdrew to the Great Lavra. This discrepancy is more to be expected of a person who lived and worked in Rome than of a resident of the East. 33 The work undertaken needed considerable fi nancing, the presence of a qualifi ed artist and a good library (for instance, in case of the need to verify a textual fragment). All these necessary conditions would most probably have appeared in Rome. On the activity of the Greek monasteries in Rome: Cavallo, La cultura italo-greca; J. rd : 226r-249v). He believed that there were two artists, and the third group of miniatures was executed by the fi rst artist under the infl uence of the second (Grabar, Les manuscrits grecs, 17). P. Huber discerned the same three groups of images as Grabar, but remarked that the work was evidently done by four miniaturists (Huber, op. cit., 93-94).
with big heads. In spite of the predominantly plain rende ring, some idea of volume still remains in the human fi gures, images of animals, and architectural settings. Sometimes the miniaturist treated the folds as double parallel lines ending with little hooks -we met the same device that originated in Eastern art in the miniatures of the Sacra Parallela. The characteristic feature of the fi rst 26 miniatures, observed in the images of the Paris codex as well, is the mobility of the fi gures (not only are the people shown able to move, but so are the animals and even the trees) (Figure 18 ). It is clear that the rendering of movement was not easy for the artist, one can see that the distortion of proportions and the improbable poses resulted from this diffi culty.
The faces of the personages are broad, with big eyes, sometimes expressive and beautiful (Figure 19 ). The features are painted with black or orange lines, or strokes over the pale colour of carnation. The faces gravitate towards the Eastern facial type represented in the images of the Sacra Parallela but show a tinge of naivety and frankness. 36 Apart from the gold, which is used sparingly in the miniatures of the Vatican Job and kept mainly for the architectural elements and details of clothes, the palette of the fi rst artist is quite limited: orange-red, greyish blue and green. In the fi rst miniatures the images are outlined inaccurately and roughly. Still this was the way in which the artist gave them more completeness and clarity.
The fi rst artist was probably responsible for the only painted initial in the manuscript, which depicts a putti saddling the dragon (Figure 17) . The fi gure of the putti is well proportioned and looks three-dimensional, compared with the more abstract and decorative painted initials in the Carolingian manuscripts.
The compositions with many fi gures look rather overcrowded, which may be due to the large scale of the fi gures in relation to the space assigned for them. Sometimes the artist divides the pictorial surface into cells or separates the foreground as a scene for the action to take place. 37 On the whole, the miniatures executed by the fi rst artist reveal the closest resemblance to the images of the Sacra Pa rallela and those on the wings of the two Sinai triptychs and the panel of the Ascension referred to above.
38 Some resemblance to them may be found in the miniatures on the four folios of a Greek ninth-century manuscript inserted in a 13th--century codex (Staatsbibliothek zu Berlin, Hamilton, 246). 36 This tinge is inherent in some Carolingian works of art; it is especially characteristic of the miniatures of the Trier Apocalypse (Trier, Stadtbibliothek, Cod. 31) and Stuttgart Psalter (Stuttgart, Württembergische Landesbibliothek, Cod. bibl. fol. 23). 37 These principles of operating with the pictorial space can not, from my point of view, be called fl at or ornamental as Weitzmann has defi ned them (Weitzmann, Die byzantinische Buchmalerei, 78). Of course, the dominant fl atness of the images in the Book of Job contributes much to such a view, and one is tempted to mention the Gospels of Saint-Médard-de-Soissons (Bibliothèque nationale de France, lat. 8850) for similar compositional structures. However, the same principles of spatial organisation can be found in Byzantine manuscript illumination as well, to give only two very famous examples here, the Paris Homilies of Gregory of Nazianzus (Bibliothèque nationale de France, gr. 510) for the division of the whole pictorial surface into horizontal stripes or small cells, and the so- The fi rst group of miniatures of the Vatican Job appears to be a striking combination of features of various origin: Byzantine, Carolingian, Roman and Eastern. A fl eeting glance is enough to see this. The miniature on fol. 7r contains in each of its three parts a domed tower-like building of the Eastern type (Figure 18) . A similar building is shown behind the city walls on fol. 25v. 40 The use of double folds and gold for some details of the clothing and architectural settings has already been mentioned. The house of Job that collapsed on his sons and daughters on fol. 20r 41 is represented in a very similar way to the ruins that remained after the earthquake in Nicea on page 78 of the Milan Gregory. The motif of the fl uttering folds of Job's cloak (fol. 8r, Figure 19 ) reminds us of the more stylised folds of the clothes worn by the twenty-four elders on the apse arch of S. Prassede (Figure 3) and those of the angels in the apse of S. Maria in Domnica. The depictions of the sun, moon and heavenly spheres sprinkled with stars on fol. 12v, 42 which appear again in the last miniatures executed by the third artist, have numerous analogies in Carolingian art.
Byzantine infl uence is less evident; it may be discerned in the compositional structure of some scenes, such as the Divine visions of Job, or the feast in the house of Job's eldest son.
The manners of the two artists who worked on the mini atures beginning from fol. 38r are so similar that it may be concluded that they came from the same artistic milieu (Figures 20 and 21). The images up to fol. 209v repeat the same scheme: Job, with his friends in front of him, on a background of gold or pure parchment. The folds in the clothes of Job's friends are formed in an absolutely abstract, purely decorative manner; the ornament is drawn over them in thin strokes of white paint. They are outlined by parallel or radial lines, with the spiroid curls highlighting the place of the joints. It seems that the rules of anatomy no longer apply; sometimes it is hard to decide whether the fi gures are standing or sitting. The faces look ridiculous and the normal proportions of their features are unbalanced. Besides the gold of the Job's halo and the background, the colouring consists of a few tints blue and violet supplemented with brown and yellow.
The work of the second artist, if compared with that of his companions, is remarkable for its poor quality. The colouring strikes one by its lack of harmony. Unlike the fi rst miniaturist who attained a signifi cant fi nal effect, the second artist did not manage to endow the faces with emotions or expressions. They seem rather ugly and are painted roughly, with rose patches on the cheeks and along the hair line, and blue shadows near the eyebrows and inferior eyelids. Analogies for this mode of treatment and facial types can be found in the miniatures of the Stuttgart Psalter (Figure 22 ). The miniatures executed by the third artist beginning with fol. 119r are characterised by bright, intense colour and a tendency for ornamentation. In the last miniatures he, like the fi rst artist, used the motif of double folds.
On the whole, the miniatures painted by the second and third artists are more decorative and emotionally neutral. The compositions are more static. From one miniature to the next the artists changed the colour of the clothes, their decorative pattern and the form of the tower-like building in the background. They wanted to embellish everything; even the ulcers on Job's body look different every time.
The striving for decoration, the rendering of the background with alternating stripes of different colours and the portrayal of the ground using a narrow dark green band with bunches of fl owers, bring the Vatican Job close to the Carolingian manuscripts. 44 However, their similarities are rather unspecifi c, being formal in character and only let us conclude that they were both created in the European cultural area. With regard to stylistic and partly technical matters, the miniatures of the Vatican codex can be compared only with the images of the Trier Apocalypse 45 and Stuttgart Psalter. Despite the stylistic differences between the three groups of images in the Vatican Job, there exist some features common to all of them, such as the use of a very limited assortment of colours, the shortened proportions of the fi gures varying even within a single miniature, the arbitrary compositional organisation (lacking any tendency to equilibrium and visual harmony in the miniatures with Job and his friends, and sometimes intentionally symmetrical in the fi rst scenes).
The combination of quite different stylistic features (Western, Roman, Eastern and Byzantine), which we have encountered in the Vatican Book of Job, and especially in the fi rst group of its images, can be used as evidence to suggest that the manuscript was produced in one of the Greek monasteries in Rome. 46 Thus, the conclusion about the origin of the three manuscripts coincides with the idea proposed in 1935 by K. Weitzmann and later maintained by A. Grabar. For the former scholar the reasons to argue the Roman origin of the Vatican Job, Milan Gregory and Sacra Parallela were primarily the stylistic similarities of their miniatures with the fresco of the Ascension of Christ in the lower church of S. Clemente and the miniatures in the tenth-century manuscripts from Benevent. 47 The latter pointed out that painted initials like the one with putti in the Vatican Job were widespread in Italian manuscripts of the tenth and eleventh centuries. He proposed that the links with Western and Byzantine art, so obvious in the miniatures of this codex, could most likely have taken place in Rome. Grabar found some iconographic analogies to the miniatures of the Milan Gregory in tenth and eleventh century manuscripts of Exultet from Central Italy and in Roman mosaics and frescoes. And it was the comparison with Italian paintings (the mosaics of S. Prassede and the chapel of S. Zeno, and the frescoes of Fortuna Virilis, Cimitile, S. Bastinello and S. Vincenzo in Volturno) and some compositional details found in the contemporary Latin manuscripts that led him to claim the Italian origin of the Sacra Parallela. 48 Claming the Roman origin of the Vatican Job, C. Bertelli pointed out the similarities in the style of its images to slightly earlier and later works of Roman art, the frescoes of the Chapel of Theodotus in S. Maria Antiqua and Fortuna Virilis. 49 From my point of view, the reasons to attribute the three manuscripts to Greek scriptoria in Rome are different in each case. For the Milan Gregory it is the clear resemblance of the miniatures to Roman mosaics of the fi rst half of the ninth century. In the miniatures of the Sacra Parallela, stylistic similarities to the Paschalian mosaics seem less strong than those to Sinai icons painted, as is usually considered, by Palestinian artists. Still some iconographic details, more likely in Roman than in Palestinian works of art, as well as the use of motifs widespread in Roman art of the period, speak in favour of the Roman origin of the Sacra Parallela. It was not possible to fi nd such close stylistic parallels with the images of the Vatican Job, as in the case of the other two manuscripts. But the combination of features of various origins leads us to think about a place where all these contributions could have come together. In this period it would most probably have been Rome. 50 In spite of the differences in style between the miniatures of the three manuscripts and the three groups of images of the Vatican Job, which became apparent whilst studying them, there are some peculiarities inherent in all of them, making them representative of the same phenomenon in ninth-century art of the Byzantine world. These include a lack of interest in the rendering of volume and the normal proportions of the human body, in the colour and chiaroscuro modelling, in the compositional organisation of the pictorial space -overall, in everything that is material; and, at the same time, striving for extreme expressiveness in these ima ges. One sometimes has the impression that the heightened expression of the images is a result of the loss of aesthetic, beauty and classical harmony. The purpose of the creation of these images seems to be not to decorate the pages of the manuscripts but rather to remind the future reader of the prototypes behind the images and the phenomena of the celestial world. The images exist like symbols, shells for the ideas embodied in them. Their expressiveness wins them the strained attention of a viewer; perhaps, the artists have found the best way of realising the idea of an icon as it was formulated in 787 by the Second Council of Nicea: the faithful contemplating the icons raise their thoughts from the types to the prototypes. 51 The main source of the styles of the Milan and Vatican manuscripts is found in Roman medieval art, the evolution of which from the classical plastic treatment of form to its gradual fl attening and simplifi cation, that took place approximately from the second third of the sixth century, is brilliantly traced in the studies by Kitzinger and Krautheimer. 52 The development of the style found in the miniatures of the Sacra Parallela and partly in the fi rst group of images of the Vatican Job may be represented by a group of Sinai icons, which are listed here in order of the growing proximity of their style to that of the miniatures of the Sacra Parallela: the Χαίρετε (7 th century), 53 the Crucifi ction (8 th century), 54 the Three Hebrews in the Fiery Furnace (7 th century), 55 the Saints Paul, Peter, Nicolas and John Chrysostom (7 th -8 th centuries), 56 the Nativity (8 th -9 th centuries), 57 and the fragment of the icon with the scenes of the Nativity, Presentation in the Temple, Ascension and Pentecost (8 th -9 th centuries). 58 Glancing from one of the listed icons to the next, one can follow how the linear principle increases, while the treatment of the robes, the human body, its postures and movements becomes more conventional and remote from reality. Analogies to the style described here, relating primarily to the spiritual aspect of the image, variants of which are represented by the miniatures of the three manuscripts and the Roman mosaics of the fi rst half of the ninth century, appear in this period in the East 59 as well as in the West 60 of the Christian world. This stylistic tendency had numerous opportunities for embodiment, which depended both on the nationality, individual manner and skills of the artists and on the spiritual program that underlay each work of art.
Simultaneously, side by side with the stylistic tendency under study there undoubtedly existed the art that appealed to the classical artistic values, as was the case in any other period of the art history of the Byzantine world. Perhaps, this classical tendency was mainly secular. However that may be, judging from the works of art which have come down to us from that period the so-called abstract and expressive tendency played the most prominent role in religious art of the fi rst half of the ninth century.
